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The twenty-first century in Spain has witnessed a boom in the publication of novels on the Spanish Civil War and its consequences. Within this corpus, Fernando Larraz has identified three approaches: an historicist one which attempts to close old wounds and allow Spain to move forward; a universalising approach which views the war in terms of universal values, in particular man's propensity for evil; and, the largest group, works which 'se dedican a observar la guerra desde una pátina puramente épica o bien ingenuamente reivindicativa, en las que no deja de haber concesiones al melodrama' (Larraz 2014: 350) . Larraz welcomes this continued interest of novelists in the Civil War and concludes that '[n]uestro éxito como sociedad depende en parte de ello' (354).
Many of these novels have been studied in the general context of Memory Studies, in particular Marianne Hirsch's concept of post-memory, an approach which Sebastiaan Faber has recently suggested needs to be re-examined. Faber points to the significant difference between Hirsch's interest in a shared intergenerational affective link between young people and their parents who had been victims of the Holocaust and the Spanish context which is complicated by deep political divisions (2014: 146-47) . More importantly for this study, however, Faber also questions the value of some critical practices which use literary texts to comment on social issues like historical memory in Spain. His objection is that many such analyses value the literary text in relation to some extra-literary concept or theoretical framework (memory, postmemory or trauma, for example) which says nothing about the literary or fictitious nature of the text (139-41). Consequently, 'se suele dar por sentado, sin necesidad de pruebas adicionales, la relación (de representatividad o de impacto) entre el objeto analizado y los fenómenos más generales que informan el análisis' (141). Faber accepts the idea that academic literary critics should contribute to, or intervene in, social processes and expresses concern over literary analyses which either lack reference to the extra-literary context or assume the relevance or impact of a novel without some form of quantitative research. Literary texts should be analysed 'precisamente, en función de su voluntad de intervención en el discurso social y en la percepción pública del movimiento de la memoria' (152-53 Original emphasis). The aim of this essay is not to explore the nature of the memory boom in Spain but, following on from Faber's observations, to consider how literary texts can be read as sites of potential meaning and therefore potential impact. In other words, it explores not just the question of what we want literary texts to mean but how they come to have meaning in any particular socio-historical context.
The studies by Larraz and Faber are grounded in the belief that literary texts matter, that the texts themselves and carefully crafted critical responses to them can contribute to social change, although the question of precisely how literary texts function in this regard lies beyond the scope of their discussions. Elsewhere, I have argued that modern literary and cultural theorists provide the critical tools to think of both literature and democracy as having a common ethical basis which derives from a recognition of alterity and the willingness of the subject as reader or citizen to alter, to become other (2012 'the opposite of emotional is not "rational," whatever that may mean, but either the inability to be moved, usually a pathological phenomenon, or sentimentality, which is a perversion of feeling ' (1970: 64 They are social in two ways that distinguish them from reduced senses of the social as the institutional and the formal: first, in that they are changes of presence (while they are being lived this is obvious; when they have been lived it is still their substantial characteristic); second in that although they are emergent or pre-emergent, they do not have to await definition, classification, or rationalization before they exert palpable pressures and set effective limits on experience and on action. (Williams 1977: 131-32) These structures of feeling are associated with present, lived experience rather than the past and are historically variable. Judith Butler also argues that 'affective responses are invariably mediated, they call upon and enact certain interpretive frames ' (2009: 34) . Structures of feeling, therefore, form a 'cultural hypothesis' which 'has a special relevance to art and literature, where the true social content is in a significant number of cases of this present and affective kind, which cannot without loss be reduced to belief systems, institutions, or explicit general relationships' (Williams 1977: 133) . Lee Spinks takes a similar tack when he ties the affective force of literature to the production of meaning: 'Literature is not the expression or representation of a subject; it is the opening and differential production that makes subjectivity, presence and truth possible in the first place. Thus literature has a pre-human and inhuman force that marks the inauguration of sense before sense can be recuperated within the semantic regime of truth ' (2001: 34 (Caracciolo 2014: np.) . The body as a site of meaning is of particular interest in the study of war literature, as injury to or destruction of the body are central to acts of war, a context in which 'the incontestable reality of the bodythe body in pain, the body maimed, the body dead and hard to dispose of -is separated from its source and conferred on an ideology or issue or instance of political authority impatient of, or deserted by, benign sources of substantiation' (Scarry 1985: 62) . Moreover, the corpse, the body destroyed by the violence of war, represents 'the utmost of abjection' as it serves as a reminder to the individual of the fragility of the human body and life, the abject being caused by 'what disturbs identity, system, order, what does not respect borders, positions, rules' (Kristeva 1982: 4) .
According to Gregg and Seigworth, what is generally referred to as the 'turn to affect' began in the 1990s as a reaction to the 'linguistic turn of previous decades' (2010: 7) and, for some, the limitations of post-structuralism, deconstruction and a long tradition of rationalist discourse built on a body/mind dualism which privileged intellect over emotions. 2 In 1996, Brian Massumi challenged the ideas that cognition was a matter for the mind alone and that affect and emotions are the same thing (Massumi 1996) which has lead to on-going debates about the relationship between affects and cognition and between affects and emotion.
Affects have been described in a variety of ways, but they are essentially considered to be bodily responses to stimuli from the world. For many theorists, affects are 'independent of, and in an important sense prior to, ideology-that is, prior to intentions, meanings, reasons, and beliefs-nonsignifying, autonomic processes that take place below the threshold of conscious awareness and meaning' which 'influence our thinking and judgments but are separate from these' (Leys 2011: 437) . As Leys notes, this interpretation of affects can lead to a kind of mind/body dualism, one which theorists seek to overcome by claiming, as do Seigworth and Gregg, that 'affect and cognition are never fully separable -if for no other reason than that thought is itself a body, embodied' (2-3). What is generally accepted is that affects can be detected at times through bodily reactions which the individual does not control: '[they] are comprised of correlated sets of responses involving the facial muscles, the viscera, the respiratory system, the skeleton, autonomic blood flow changes, and vocalisations that act together to produce an analogue of the particular gradient or intensity of stimulation impinging on the organism' (Demos 1995: 19 Whether the metaphors are convincing or not, death and destruction here remain abstract because of the metaphorical language and, importantly, the lack of any referent against whom the violence is perpetrated. The violence of war and the body as abject become more tangible in the poem 'Sentado sobre los muertos' which begins with an evocation of those who have died in the early months of the conflict: 'Sentado sobre los muertos / que se han callado en dos meses, / beso zapatos vacíos ' (1999: 62) . This image evokes a powerful affective response which combines the abjection of dead bodies and the erotic / emotive charge of the kiss. Importantly, however, there is no universalising impulse here as the poet's concern is only for the 'pueblo de mi misma leche' (63). The poet then encourages the people to fight and to punish those who harm them 'mientras que te queden puños, / uñas, saliva, y te queden / corazón, entrañas, tripas, / cosas de varón y dientes'. 'Sentados sobre los muertos', like much extreme ideological propaganda, rests on the premise that some lives are deemed, in In this poem, the dead bodies of the Italian soldiers are not presented as abject because, in
Butler's terms, the normative frame of propaganda is 'politically saturated' (1) 103), although each one can also be read as an independent story in its own right. Each story involves the death of its protagonist as an expression of some form of defeat -the four stories are presented as four 'derrotas'. This essay focuses on the first two stories which, unlike the others, centre on an exploration of the responses of their protagonists to death and the destruction of the human body caused directly or indirectly by war. 4 The first story, 'Si el corazón pensara dejaría de latir', tells the tale of a suicide in such a way that the body and its destruction, and the interpretive frameworks which give meaning to it, become the main focal points of the narrative. Carlos Alegría, a captain in the Nationalist army, lacks the qualities of a soldier when he first enlists (Méndez 2005: 15) , is appointed as a supply officer and, therefore, to begin with, has no first-hand experience of the conflict: 'Para él fue una guerra sin batallas, sin gestas ni enemigos […] . Su guerra fue estibar, distribuir, ordenar, repartir y administrar todo lo preciso para que otros mataran, murieran y vencieran a un enemigo al que nunca vio de cerca' (21). When he is sent to the front line, direct contact with death changes him profoundly: 'un cansancio sumergido y el pasar de los muertos le transforma, según sus propios palabras, en un vivo rutinario' (16). As he writes to one of his old Law professors, both sides are caught in the same situation of justifying violence: 'entonan la misma salmodia el que mata y el que muere, la víctima y el verdugo; ya solo se habla la lengua de la espada o el idioma de las heridas' (14). In the final days of the war, when a Nationalist victory is ensured, he decides to surrender -not to desert to the other side -and is imprisoned by the Republicans. When Madrid falls, Nationalist soldiers who find him in a cell treat him like a traitor and he is in turn imprisoned by the Nationalists. Alegría explains his surrender by accusing his ex-colleagues of wanting not to win the war but to kill the enemy (28), an aim which he did not share. As a Nationalist tried by Nationalists, Alegría feels he has become his own enemy and occupies a liminal space which frustrates both sides in the conflict (Gómez-López Quiñones 2009: 104) . When he survives his execution he feels reborn but not in any positive sense: he ceases to be a 'vivo rutinario' -a form of metaphorical death -to become a living corpse.
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When he first awakes in a ditch Alegría is surrounded by bodily parts and excretions which represent the abjectness of the corpse: 'Estaba vivo. Un universo de médulas, cartílagos inertes, sangre coagulada, heces, alientos detenidos corazones sorprendidos por la muerte' (31). According to Kristeva, '[t] hese body fluids, this defilement, this shit are what life withstands, hardly and with difficulty, on the part of death. There, I am at the border of my condition as a living being. My body extricates itself, as being alive, from that border' (Kristeva 1982: 3) . Alegría describes his awakening as a rebirth (31), but while he extricates his body physically from the grave he does not do so symbolically. As he returns to his home town (his birthplace where he intends to die) others flee from 'aquel hombre sucio, macilento, con el dolor cristalizado en su mirada' (32). Farmworkers who find him asleep believe him to be dead and, ironically, consider burying him alive. Alegría remains symbolically in the abject, with no sense of identity, system or order. The tiredness which changed him when he was sent to the front is a moral, psychological and ontological tiredness which deepens when he discovers his home town is occupied by Nationalist soldiers: 'No sintió nostalgia ni arrepentimiento, pero sí melancolía', a melancholy which will lead to his suicide because he cannot move beyond 'el pasar de los muertos' and the desire of others to kill which he has felt in his own flesh. Alegria's suicide is only narrated in 'El idioma de los muertos' as he is imprisoned in the same Nationalist jail as the protagonist Juan Senra who reports that whenever Algeria was asked his affiliation he would reply: 'Me llamo Carlos García, nací en 18 de abril de 1939 en una fosa común de Arganda y jamás he ganado una guerra' (p. 89).
His suicide can be interpreted in terms of what Butler calls a livable conscience: 'The difference between a livable conscience and an unlivable one is that self-murder, in the former case, remains partial, sublimated, and faulty; it fails to become either suicide or murder, which is to say that, paradoxically, only a faulty conscience stands a chance of countering destructive violence ' (2009: 175) .
The title of this first story in Los girasoles ciegos, 'Si el corazón pensara dejaría de latir', effectively points to the fate of its protagonist in the realm of the symbolic. Unlike Juan Senra in 'El idioma de los muertos' who is aware of being spiritually dead because he has no hope of survivial -'¿cómo se mata a un muerto?' (p. 72) he asks at one point' -but is still able to think clearly -'Se sentía muy débil y le costaba razonar por encima del dolor. (p. 73) -Alegría's ultimate reaction to the violence of the civil war remains at the level of affect; in the end, weighed down by the abject, his melancholic condition makes him unable to exercise any form of cognitive monitoring or control which would allow him to develop a livable conscience. Worse still, the future will be little better than the war itself as many of the victors will eventually become victims too: 'Se amalgamarán con quienes han sido derrotados, de los que solo se diferenciarán por el estigma de sus rencores contrapuestos.
Terminarán temiendo, como el vencido, al vencedor real, que venció al ejército enemigo y al propio. Sólo algunos muertos serán considerados protagonistas de la guerra' (36). The powerbrokers on the Nationalist side, those only intent on killing the enemy as opposed to winning the war and who will create the normative conditions which define the value of life in Spain after the war, will make victims of some of those who supported them and their lives, in turn, will cease to have value and to be grievable. If there is any hope in this story it resides in those who helped Alegría when he escaped from the ditch:
Que alguien sacara a un hombre agusanado, pastoso de excrementos y de sangre, levantase su cabeza y pusiera agua en sus labios suavemente, dosificase a cucharadas sopicaldos digeribles por los muertos y pronunciara alguna frase de consuelo, todo aquello, pensó, era señal de que algo humano había sobrevivido a los estragos de la guerra' (33).
The charitable actions of these characters can be read in the context of both Kristeva's notion of a life which withstands the abject and Butler's idea of a livable conscience; they amount to a recognition of precarious life in spite of the imposition of the rigid ideological frameworks which were used to justify the civil war and its violence. They also illustrate what Stathis
Kalyvas refers to as the false assumption in civil wars that 'elites determine automatically and unilaterally the course of group actions and that groups are monolithic and behave as such' (Kalyvas 2006 The second story in Los girasoles ciegos, 'Manuscrito encontrado en el olvido', set in 1940 after the official end of the war, tells of the last days of a young man hiding from the Nationalists in the mountains in winter with his new-born son and his wife who, as the tale begins, has died giving birth to the child. The only record of their fate is the protagonist's hand written manuscript found beside his body and that of the child. Most of the story is composed of pages from the manuscript which are briefly described and commented upon by an editor who is also an unidentified third-person narrator. As the tale begins, the reader learns that the mother has died and that the father and child will die soon so that the whole narrative is constructed around reactions to the death of a loved one and the protagonist's awareness of the impending deaths of himself and his son. In the first page of his manuscript, the protagonist writes: 'he visto muchos muertos pero no he aprendido cómo se muere uno' (40). In effect, the reader will witness how both he and his son die after the father is forced to accept the transformation of his wife's body into a corpse.
The first few pages of the story narrate the protagonist's increasing distance, both physical and emotional, from his wife's dead body. At first he spends all morning staring at her face which will slowly lose its colour; as her body loses warmth, he is compelled to stop holding her hand and, eventually, when he feels unable to touch her body he can no longer lie beside her and comes to realise that she is no more than a corpse: 'Repentinamente, la muerte era muerte, nada más que muerte, sin los candores del cuerpo, sin lo animal de la vida. Un cadáver, al cabo de tres días, es un mineral sin la humedad del aliento, sin la fragilidad de las flores […] . Un cadáver, al cabo de tres días, es sólo soledad y ni siquiera tiene el don de la tristeza' (44). In the end, he has to bury her body, the sound of the earth covering her and the smell of her decomposing body provoking 'un llanto tan sofocante que por un momento tuve la sensación de que también yo iba a morir' (45). The narrator's tears -which he seemed incapable of shedding before (41) -are an automatic, affective, response to sensual stimulations associated with death, in particular the abject smell of decay. They become so powerful that they evoke the idea of his own death which he knows to be inevitable. The smell, sound and sight of death will return to him later when he kills a wolf even though it will provide food: 'Eso es bueno. Pero he vuelto a revivir el olor de la sangre, he vuelto a oír el ruido de la muerte, he visto otra vez el color de las víctimas. Y eso es malo' (50). The same experience is repeated later when he kills a cow, also for food: 'Todo huele, otra vez, a muerte' (54). His wife's death creates in the protagonist an affective, rather than intellectual, sense of his own impending death but her corpse is also associated with solitude as it ceases to be a social entity, the face no longer, as in Levinas, signalling intersubjectivity or the existence of an alterity which is necessary for our own identity as social beings. As the narrator becomes increasingly aware of his own solitude and the certainty of his own death, and as his emotions drain away -'creo que el tiempo de la compasión ha terminado' (47) -, he becomes, like Alegría in the first story, although in different way, a living corpse. Also, like Alegría, he suffers from 'melancolía' -the last word he imagines he will write with his pencil (56). His melancholy becomes so deep shortly after this that all he writes is his own name over and over again.
In spite of these similarities, the narrator of 'Manuscrito encontrado en el olvido' is also unlike Alegría in two main respects, both of which have to do with his writing. Firstly, while Alegría is weighed down by the abject and sees no value in his own life, the narrator here faces up to it and, although he believes that his situation is unjust, he accepts some responsibility both for it and for the deaths of others: 'Con un lápiz me lancé al campo de batalla y de mi cuerpo surgieron palabras a borbotones que consolaron a los heridos y del Consuelo que yo dibujaba salieron generales bestiales que justificaron los heridos. Heridos, generales, generales, heridos. Y yo, en medio, con mi poesía. Cómplice. Y, además, los muertos' (49). The protagonist is critical of his own use in the past of the affective power of poetry for destructive ends, as exemplified, for example, by a reading of Miguel Hernández's 'Ceniciento Musolini' as an expression of jubilant aggression. In spite of this confession, the reader is invited to follow the protagonist's suffering and respond affectively to it. Secondly, and in contrast, writing in the present serves a different purpose. To begin with he writes as a distraction, 'porque no quiero recordar cómo se reza ni cómo se maldice' (41). Later, writing allows him to fill the gap created by the absence of an interlocutor and to feel 'cierto placer morboso pensando en que alguien leerá lo que escribo cuando nos encuentren muertos al niño y a mí' (46). Although not addressed directly here, the reader is inevitably implicated in this comment and, forced to take on the role of the missing interlocutor, is invited to respond to the writer's predicament in the full knowledge that he, his wife, and his son are already dead.
This attempt to implicate the reader is reinforced on the second last page of the story when the protagonist declares that '[t]engo la sensación de que todo terminará cuando me termine el cuaderno. Por eso escribo solo de tarde en tarde' (56). Like Scheherazade who keeps herself alive by telling stories, the protagonist keeps himself alive by writing, but unlike Scheherazade whose life depends on her imagination, his is limited by the pages in his notebook. Reading these last few pages, the reader is fully aware that she is witnessing his death even though this is never narrated. 
